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THE    CORNET. 


CHAPTER   I. 

INTRODUCTORY. 

Brass  Musical  Instruments  are  divided  into  two  principal  categories,  viz.: — (i)  those  in  which  the 
sound  is  produced  by  the  aid  of  a  cup  or  tunnel,  called  the  embouchure  or  mouthpiece,  and  (2)  those 
wherein  the  sound  is  obtained  by  blowing  against  a  reed  placed  in  the  mouth  in  such  a  manner  as  to  cause 
it  to  vibrate. 

All  sounds  are  the  result  of  vibration. 

Under  Category  No.  t  are  classed  Cornets-a-Pistons,  Post-Horns,  Trumpets,  Bugles,  French  Horns, 
Saxhorns,  Euphoniums,  Ophicleides,  &c. 

Under  Category  No.  2  are  found  such  instruments  as  Saxophones — a  family  of  instruments  resembling 
the  Clarinette  in  appearance  and  fingering,  but  made  of  brass  instead  of  wood. 

The  object  of  the  present  primer  is  to  deal  with  some  of  the  instruments  coming  under  the  first 
category. 

The  instruments  classed  thereunder  are  divided  into  various  sections,  viz. : — 

(a)  Those  without  a  slide,  valves,  pistons,  or  keys. 
(6)  Those  with  a  slide. 

(c)  Those  with  pistons,  or  with  valves,  worked  by  rotary  action. 
{d)  Those  with  keys,  worked  like  the  Clarinette  or  Flute,  and 

{e)  Those  in  which  certain  of  the  sounds  or  notes  are  produced  by  the  peculiar  manner  of  placing 
the  hand  in  the  bell  or  exit  of  the  instrument. 

The  Classification  is  as  follows  : — 

(a)-  Those  without  slides,  pistons,  valves,  or  keys — 

Military  Bugles, 

,,         Trumpets, 
Post  Horns, 
whether  straight  or  coiled;  in  short,  all  mouthpiece  instruments  of  whatexer  shape,  the  sounds  of  which  cannot 
be  varied  by  artificial  means. 

(b)  Those  with  a  slide — 

Trumpets 

Trombones ; 
in  short,  all  instruments,  whatever  their  shape,  the  "natural"  sounds  of  which  can  be  varied  by  increasing  or 
decreasing  the  length  of  the  tubing  through  which  the  sound  is  made  to  travel. 


(c)  Those  with  pistons,  or  valves,  worked  by  rotary  action  — 

Trumpets,  Valve  Cornets,  Antoniophones.. 

Bugles,  Koenig  Horns,  French  Horns, 

Cornets-a- Piston,  Saxhorns  ; 

in  short,  all  instruments  the  "  naturaV  sounds  of  which  can  he  varied  by  the  use  of  one  or  more  pistons  or  calves. 
The  combinations  of  such  pistons  or  valves  have  an  effect  similar  to  those  obtained  by  the  use  of  the  slide 
in  instruments  under  class  (b). 

(d)  Those  with  keys,  similar  to  those  of  the  Clarinette,  &c. — 

Ophicleide. 

{e)  Those  wherein  the  "  natural"  sounds  are  varied  by  the  insertion  of  the  hand  into  the  bell  [or  exit  of  the 

instrument) — 

French  Horns  (proper). 

Note.— Slide  instruments  are  the  only  perfect  brass  instruments,  because,  instead  of  being  confined  to 
fixed  sounds  or  semitones,  they  can  be  made  to  produce  any  gradation  of  sound  within  their  compass. 

Under  the  category  of  "perfect  instruments"  are  classed  Violins,  Violas,  Violoncellos,  and  Double- 
Basses  ;  because  any  gradation  of  sound,  within  their  compass,  can  be  produced  thereon. 

Under  the  category  of  "  imperfect  instruments  "  come  all  those  in  which  the  divisions  of  sounds  are 
fixed  by  mechanical  means,  such  as  Organs,  Pianos,  Harps,  Flutes,  Piston  Instruments,  &c. 

There  are  still  to  be  found  in  some  churches,  organs  tuned  to  what  is  called  "unequal  temperament,' 
that  is,  which  only  sound  in  tune  when  played  in  certain  keys,  and  out  of  tune  when  played  in  other  keys. 

Modern  organs  are  however  tuned  to  "  equal  temperament,"  that  is,  by  a  sort  of  system  of  compen- 
sation, a  little  of  the  strictly  correct  sound  of  certain  notes  in  each  key  is  sacrificed,  in  order  to  enable  the 
performer  to  play  in  any  key  without  offending  the  ear.  The  principle  of  equal  temperament  is  that  which 
has  to  be  followed  in  instruments  of  which  certain  sounds  are  controlled  and  obtained  by  the  aid  of  pistons, 
valves,  or  keys. 


CHAPTER   II. 

THE    HARMONIC    CHORD. 

A  person  utterly  ignorant  of  the  rudiments  of  music  takes  up  a  bugle  or  a  post-horn.  After  a  little 
practice  he  finds  he  can  produce  a  certain  number  of  notes  or  sounds,  the  maximum  (except  to  a  person  with 
exceptionally  suitable  lips,  who  may  attain  two  or  even  more  higher  notes)  being  eight.  These  eight  sounds 
he  will  produce  with  facility,  but  no  effort  on  his  part  will  enable  him  to  obtain  any  other  true  note. 

The  reason  is  simple.  An  instrument  without  the  mechanical  contrivances  necessary  to  vary  the 
normal  sounds  it  is  capable  of  producing,  cannot  be  made  to  produce  sounds  other  than  those  forming 
portions  of  the  Harmonic  Chord  in  which  it  "stands." 

An  instrument  is  said  to  "  stand"  in  the  Harmonic  Chord  of  its  deepest  natural  note ;  therefore  if  its 
natural  lowest  note  is  C,  it  stands  in  C  ;  if  A,  then  it  stands  in  A ;  and  so  on. 

The  only  variety  which  a  keyless  or  pistonless  bugle  can  be  made  to  produce  are  therefore  those  of 
changes  of  position  of  these  eight  (or  lo)  notes,  and  of  time  and  tonguing ;  for  the  tongue,  as  well  as  the 
lips,  enters  largely  into  the  production  of  effect. 


It  is  therefore  apparent  that  the  lips  are  the  producers  of  the  eight  notes  of  the  Harmonic  Chord. 
Those  notes  are  (as  written  for  the  instrument,  see  note  *) — 

,  .         7th  8th 

I  St       2nd       3rd       4th       5th       °^      ^  ip 


^^^ 
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221 


G 


B  flat      C 
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and  it  is  by  them  that  are  produced  mihtary,  posting,  or  hunting  calls. 

It  is  essential  to  understand  that  these  particular  eight  sounds  are  all  that  the  majority  of  players  can 
produce  by  the  lips,  and  without  the  artificial  aid  of  a  slide  or  pistons.  Hence  it  is  that  an  instrument  of 
necessity  "  stands  "  in  the  key,  the  lowest  natural  note  of  which  is  the  fundamental  one  of  the  Harmonic 
Chord  it  is  capable  of  producing. 

This  fact  of  the  Harmonic  Chord  is  proved  by  the  vibration  of  a  tightened  string.  When  pulled  or 
struck  it  first  vibrates  the  whole  length,  producing  its  fundamental  or  full  sound,  h.  portion  ceases  to 
vibrate,  the  remaining  vibrations  give  the  octave  of  the  original  note,  and,  as  the  vibrations  decrease,  the 
fifth  of  that  octave,  the  fourth  of  that  fifth,  and  so  on  until  the  eighth  note  is  reached. 

In  relation  to  brass  instruments  it  is  unnecessary  to  take  the  illustration  beyond  that  eighth  note,  for 
reasons  which  will  be  made  apparent  in  subsequent  chapters. 


CHAPTER   III. 


USE   OF   THE    PISTONS. 


Departures  from  any  of  the  normal  sounds  of  the  instrument  are  obtained  by  a  greater  or  lesser 
lengthening  of  the  tubing  through  which  the  sound  has  to  pass. 

At  the  side  of  each  piston  is  a  piece  of  bent  tubing,  each  piston  having  a  piece  of  different  length. 
While  the  pistons  are  untouched  these  tubes  are  closed  so  that  no  wind  can  pass  through  them.  When  a 
piston  is  pressed  down,  the  entrance  and  exit  of  its  tube  are  opened,  and  the  wind  passes  through  a  pro- 
portionately greater  length  of  tubing. 

The  shortest  tubing  is  attached  to  the  second  piston,  thus — 


The  effect  of  this  tubing  brought  into  use  is  to  deepen  the  sound  of  the  particular  note  which 
the  lip  is  formed  to  blow  to  the  extent  of  a  half  or  semitone. 


*  The  seventh  note  of  the  harmonic  chord  being  invariably  a  diminished  and  not  a  full  seventh  or  leading  note  of  the   fiatonic  scale 
it  follows  that  that  note  is  not  in  sympathy  with  such  scale. 


To  {he  fiysl  piston  is  connected  a  longer  tui:)c,  thus — 


On  the  sound  being  made  to  pass  through  it  the  effect  which  would  otherwise  be 
produced  by  the  lip  is  lowered  to  the  extent  of  two  half  tones  or  one  whole  tone. 


The  longest  tubing  is  affixed  to  the  third  piston,  thus — 


The  effect  of  bringing  this  into  use  is  to  lower  the  sound  the  lips  would 
I       a  j~-v    otherwise  produce  to  the  extent  of  one-and-half  tones. 


Treating  the  instrument  as  standing  in  C,  the  following  results  are  therefore  obtained  from  the  various 
pistons  : — 


The  lip  blows,  say 

The  second  piston  lowers  a  ^-tone 

The  first  piston  lowers  i  tone 


.1 


Z2Z 


W 


C  in  the  space. 


■  i 


-p' B  natural  on  the  line. 


■  i 


^(^ B  flat  on  the  line. 


P 


The  third  piston  lowers  i^  tones  (being  equal  to 


the  first  and  second  together)      ....  V^     ^-^         ^  ^^  the  space. 


i 


and  by  combining  the  pistons  the  following  results  are  obtained 
First  and  second,  same  as  third  piston. 

Second  and  third,  2  tones Cl)    ^^^^^ 


First  and  third,  2^  tones 


First,  second,  and  third,  3  tones 


i 


ty 


A  flat  in  the  space. 


G  on  the  line. 


G  fiat  on  the  line;  or, 


^ — P'^ — j^  F  sharp  in  the  space. 


The  effect  of  tlic  three  pistons  is  therefore  to  {^ive  the  player  the  control  of  a  series  of  harmonic  chords 
instead  of  one  only.     Thus  on  a  three-piston  C  instrument — 


In  addition  to  the  Harmonic  Chord  of 

He  obtains  by  the  aid  of  the — 
Second  piston,  the  Harmonic  Chord  of 


C 


— ^-y— yjt — ^ — ^ 

B         five  sharps    .  7&^|^=sr 

\y  -J.     Jgl 


First  piston,  the  Harmonic  Chord  of 


Third  (or  first  and  second)  piston,  the  Harmonic  Chord  of     A 


«> 


W       two  flats        .  /& 


W^ 


Lt3 


•1^ 


three    sharps  ^ ^   * — -.zzr^^n —  _ 


Second  and  third  pistons,  the  Harmonic  Chord  of 


First  and  third  pistons,  the  Harmonic  Chord  of 


First,  second,  and  third  pistons,  the  Harmonic  Chord  of 


At?       four  flats 


Gt?      six  flats;  or, 
FJ      six  sharps  • 


S^ 


G         one  sharp     .  :^|        4'?^ 


g-^^ 


l^t^ 


By  these  combinations  of  the  three  pistons  the  command  of  the  notes  of  seven  separate  harmonic 
chords  are  consequently  obtained,  and,  inasmuch  as  some  of  the  notes  of  one  chord  recur  m  the  notes 
of  another  chord,  the  player  is  enabled  to  produce  those  particular  notes  in  more  ways  than  one.  For 
instance,  G  on  the  line  is  the  third  note  of  the  harm.onic  chord  of  C,  and  can  therefore  be  produced  without 
the  ,aid  of  pistons,  while  as  the  fourth  note  of  the  harmonic  chord  of  G  it  can  be  produced  by  the  aid  of 
the  first  and  third  pistons. 

Departure  from  the  ordinary  method  of  producing  particular  sounds  is  called  "  Cross-fingering,"  which 
is  dealt  with  in  a  special  ch-ipter  (,No.  XL). 


*  See  note  at  foot  of  page  3. 


CHAPTER    IV. 

USE    OF    THE    SLIDES. 

The  tubiiif^s  attached  to  the  pistons  are  called  "slides."  They  serve  a  dual  purpose,  (i)  that  of 
clearing  the  instrument  of  the  lluid  which  would  otherwise  accumulate  therein  to  such  an  extent  as  tc; 
render  playing  impossible,  and  (2)  that  of  tuning  the  instrument.  As  the  proportions  of  an  instrument 
are  properly  calculated  it  is  evident  that  when  one  desires  to  lower  its  pitch  he  must  pull  out  each  slide 
to  the  extent  necessary  to  maintain  the  due  proportions.  The  second  piston  requires  very  slight  alteration, 
and,  indeed,  will  not  admit  of  much,  whereas  the  third  piston  has  sometimes  to  be  pulled  out  to  a  very 
considerable  extent. 

A  very  short  acquaintance  with  his  instrument  will  enable  the  player  to  adjust  it  to  a  nicety. 

In  addition  to  the  tubes  attached  to  a  three-piston  instrument  there  is  a  fourth  slide  which  governs  the 
normal  pitch  thereof.  This  is  called  the  "Crook."  A  Cornet  is  rarely  ''Crooked"  in  C.  It  is  generally 
crooked  in  &,  A,  and  G.  In  military  and  other  concerted  music  the  crook  is  always  noted  on  the  part  to 
be  played,  thus  :  "  Cornets  in  A,"  or,  "  Cornets  in  B?." 

The  player  has  therefore  to  ascertain  before  attempting  to  perform  with  other  instruments  in  what 
Harmonic  Chord  his  instrument  shall  stand  and  must  arrange  his  slides  accordingly,  pressing  them  well 
home  for  the  Bb  crook  and  pulling  them  out  proportionately  far  for  the  G  crook  (as  the  longest  tubing  and 
consequently  deepest  toned). 

In  tuning  his  slides  the  player  should  endeavour  to  bring  his  "cross-fingering"  sounds  as  near  as 

possible  in  accord  with  those  of  the  normal  or  usual  fingering.    Thus  he  should  test  his  G  on  the  7U     ^^^ 

Sa- 
line played  without  pistons  with  the  same  note  produced  with  the  first  and  third  pistons  ;  his  A  in  the  space 

"  =1: 


M 


((p"~  f-^         played  with  the  first  and  second  pistons  against  the  same  note  produced  with  the  third. 
A  perfectly  proportioned  instrument  should,  in  fact,  permit  of  the  most  extended  cross-fingering. 

CHAPTER   V. 

CORNET   MUSIC    AND    PLAYING. 

It  is  essential  to  remember  that,  in  writing  for  the  Cornet  (as  for  any  other  brass  instrument  played 
with  an  embouchure),  the  instrument  is  always  treated  as  if  standing  in  the  natural  key  of  C,  which  is 
made  the  point  of  departure  for  all  other  keys.  But  as  the  Cornet  is  crooked  in  some  key  other  than  C 
(such  as  By,  A,  or  G)  the  notes  as  written  for  the  Cornet  will  not  sound  as  the  same  notes  played  upon  the 
piano.  C  on  an  A  Cornet,  in  short,  sounds  as  A  on  the  piano,  and  the  same  C  on  a  B!?  Cornet  as  B7  on  the 
piano.  It  is  evident,  however,  that  the  recognised  method  is  the  rational  one  and  the  one  easiest  to  be 
understood.  The  beginner  has,  therefore,  to  commence  his  studies  in  the  natural  key  of  C — as  being  the 
easiest  both  to  read  and  to  play — and  to  make  his  studies  progressively  up  to  those  which  are  more  difficult. 
He  must  also  bear  in  mind  that  position  is  everything  ;  not  only  must  appearance  be  studied,  but  also 
the  question  of  health.  Unless  it  be  to  people  of  delicate  constitutions  and  weak  chests,  the  playing 
of  brass  instruments,  if  a  proper  position  be  maintained,  is  not  only  not  injurious,  but,  like  singing,  tends 
to  expand  and  strengthen  the  chest. 


The  player  should  throw  his  weight  on  to  his  left  foot,  slightly  advancing  the  right  one,  take  the  cornet 
in  his  left  hand,  place  the  right  thumh,  bent  at  the  first  joint,  round  the  first  piston,  and  the  first  three 
fingers  at  the  bend  of  the  top  joint,  on  the  respective  pistons.  His  head  should  be  well  raised,  his  chest 
expanded,  shoulders  thrown  back,  and  the  centre  of  the  bell  of  the  instrument  be  held  a  little  higher 
than  the  centre  of  the  mouth-piece,  when  placed  to  the  lips. 

The  reason  for  throwing  the  weight  on  the  left  foot  is,  that  it  tends  to  steady  the  pulsations  of  the 
heart,  and  thus  gives  greater  firmness  to  the  tone. 

Formerly  pistons  were  slightly  hollowed,  in  order  to  receive  the  top  or  cushion  of  the  finger.  Th<;y  are 
now  slightly  rounded,  in  order  to  receive  more  conveniently  the  bend  of  the  first  joint  of  the  finger.  The 
reason  is  simple ;  less  play  of  finger  is  required,  and  a  more  rapid  manipulation  becomes  possible. 

The  mouth-piece  should  not  be  pressed  tightly  against  the  lips.  Formerly  cornet  players  were 
recognised  by  a  protrusion  of  the  centre  of  the  upper  lip.  This  was  the  result  of  continual  pressure,  and 
was  called  "  tight  lip  playing."  The  modern  method  is  to  play  with  a  "  loose  lip,"  whereby  the  lip  is  not 
strained  and  becomes  much  more  flexible. 

The  tongue  takes  an  important  part  in  playing.  In  the  production  of  a  note  it  is  brought  up  to  the 
teeth  and  rapidly  withdrawn.  In  "double"  and  " triple-tonguing,"  as  the  words  imply,  it  performs  very 
important  functions,  which  are  explained  in  chapter  XX. 

A  reason  exists  for  everything,  if  one  will  but  take  the  trouble  to  ascertain  what  that  reason  is.  The 
preceding  chapters,  as  explaining  the  principles  or  theories  upon  which  brass  embouchure  instruments  are 
based,  will  well  repay  the  time  devoted  by  the  student  thereto,  as  he  will  be  able  to  apply  himself  to  the 
mastery  of  his  instrument,  with  a  knowledge  of  the  "  why  and  the  wherefore  "  of  what  he  is  doing,  instead 
of  either  seeking  blindly  for  cause  and  effect,  or  acquiring  skill  without  intelhgence. 


CHAPTER  VI. 


LESSON  I. 


The  middle  range  of  every  instrument  is  more  easy  to  master  than  its  extremes.     A  beginner  at  his 
first  attempt  is  nearly  sure  to  strike  about  the  centre  of  the  compass.     In  the  cornet  that  centre  would  be  G 

^j     ^  ~    and  that   is  the  not£   which   nine  out  of  ten  persons  first  succeed  in  mastering. 


on  the. line 


The  notes  which  can  be  produced  in  the  diatonic  scale  of  the  key  of  C,  upon  the  cornet,  are- 


Fingering, 
Notes. 


Names  of  notes.    C 


I         I 

s  '^ 


W^^ 

^ 


B 


-^^ 


g 


-f=^-f- 


D 


B 


D 


B 


The  square  note  is  the  fundamental  one;  the  round  ones  are  notes  on  the  harmonic  chord  of  C,  and 
hence  require  no  pistons;  the  black  notes,  as  not  being  on  the  harmonic  chord,  require  the  pistons  shown 


8 

by  the  lijj^ures  above  them.  The  G  on  the  line  (third  harnaonic  note),  being  the  nearest  the  centre,  is  that 
upon  which  the  student  should  begin;  and  that  note  he  should  attack  repeatedly  and  sustain  steadily,  until 
he  has  confidence  in  his  power  to  reproduce  it  at  will. 

His  next  note  should  be  in  a  downward  direction — to  F — because  it  involves  no  change  of  lip,  returning 
to  G  in  order  to  confirm  his  confidence.  His  next  adventure  should  be  by  degrees  of  G  and  F  to  E,  and 
subsequently  to  D,  returning  always  by  the  intermediate  stages  to  G  as  his  starting  and  resting  point.  He 
will  thus  obtain  control  of  G,  E,  F,  and  D,  all  by  the  same  lip,  but  aided  by  the  various  pistons.  His 
exercise,  therefore,  is  as  follows  : — - 

EXERCISE   1. 


1^^ 


~<^- 


"TP- 


122: 


izr 


~rj- 


"S?" 


.i^ L__« 


Each  note  being  blown  firmly  and  sustained  while  a  very  slow  eight  is  being  counted.     Care  should  be 
taken  to  maintain  each  note  full,  round,  and  strong  throughout. 

The  next  note  to  aim  for  is  the  C  in  the  space  (the  fourth  note  of  the  Harmonic  Chord).  This  is 
obtained  by  pressing  the  lips  a  little  closer  together  than  when  producing  the  G.  When  that  has  been 
firmly  produced  he  should  proceed  to 


^ 


EXERCISE  2. 


~7^ 


321 


22: 


EXERCISE  3 
involves  a  change  of  lip — viz.,  from  the  G  to  the  C  lip,  and  vice  versa 


EXERCISE   4 


is  directed  to  obtaining  the  C  (second  note  of  the   Harmonic  Chord)  fe 


For  this  the  lips  must 


be  more  loosened  than  for  the  G  (third  note  of  Harmonic  Chord),  when  the  player  will  have  obtained  the 
range  of  the  second  or  middle  octave  and  should  be  able  to  play  in  perfect  tune  the  following — 


EXERCISE  5. 


~JC21 


Ty 


221 


-gy 


"22" 


-<s- 


1C2: 


"cir 


EXERCISE   6. 


By  tightening  the  lips  still  more  than  for  C  (fourth  note  of  Harmonic  Chord),  the  player  will  obtain 
E  (fifth  note  of  Harmonic  Chord),  and,  by  the  aid  of  the  first  piston,  obtain  the  D  immediately  below  it, 
thus : — 


rc^: 


Z2: 


Z2: 


2z: 


HZE. 


-^rr 


sc 


22: 


i^pll 


22: 


22: 


221 


2:2: 


-S^ 


rz 


23: 


Z2: 


22: 


22: 


^s>- 


Z2: 


22: 


:22: 


-<s- 


^ 


-<s>- 


zz: 


22: 


-<^- 


i 


22: 


e 


1221 


-S>- 
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22: 


-S--, 


22: 


r^\r^\rj 


22: 


22: 


22: 


r.^   I  g>   t  ^^   I  ^,_Lc^ 


i 


22: 


-s>- 


2z: 


22; 


■s^ 


22: 


"Tzr- 


-€^ 


221 


-(^ 


221 


r^    I  g?    I 


22: 


EXERCISE  7. 

A  still  further  tightening  of  the  lips  will  produce  the  G  (sixth  note  of  Harmonic  Chord),  and  with  the 
aid  of  first  piston  the  F  immediately  below  it,  thus : — 
o 


f^ 

i2 

^      >-; 

?        1^ 

-T^H 

^^ 

S— r 

:r2         f- 

2-p£^ 

r-J 

--<s>- 

^ 

-s 

^ 

-■      '^-1 

r*^" 

:p2; 

--<s— - 

22- 

:^_:=2_c 

^— 1 

:£b-n 

fi 

0 

f — 

^1 

^T 

-^■^-l- 

-i--^- 

22: 

E 

22: 

<3      <r 

?     0 

=_L 

^^ 

— 1- 

h— 

r)(=^ 

s*--! 

<S-r 

-1- 

— b — r 

± 

~f:22Z 

:^i 

:c2i: 

t 

9- 

— 

■  ^1 

_,  <? 

^1  C? 

-i:::*?    .^^ 

— — "- 

— "^ 

H h— 

iTi — r< 

<=?— r 

-!2_,, 

^ 

^^ 

::22z 

--,S — 

C/- 

-.&- 

-&-- 

^^^ 

^ 

S a-T- 

-;:=;■ 

(^2 

--^      - 

CL_ 

=^ 

— ^—b-i 

«.. 

[^r 

2:^-^ 

■3"  -^ 

_ 

~?!^ 

^-^ 

r-^ 

r2        f 

—  1  r>- 

32_ 

-rS^ 

-jTZT 

1 

1 

■               11 

t> 

^-7 

S3  --SI 

7^" 

n 

LcsJ 



, 

— (— 

-e 

>--^- 

^'^ 

^Y^ 

0 

M 

c-^ 

i^  «--^ 

' 

d 

1 — 1 

-i^-^ 

^-rsi 

?1^ 

-s>-<^ 

J-.S- 

22: 

-iS- 

r-> 

b 

-J- 

-H— 

1— H 

EXERCISE  8. 


EXERCISE  9. 


i 


22: 


22: 


22: 


22: 


i 


221 


22: 


Repeat  this   six  times,  slowly  at  first,  then 
quicker  each  time. 


Repeat  this  six  times,  quicker  each  time. 


All  the  preceding  Exercises  should  be  played  slowly  and  firmly,  every  day,  for  the  first  few  months ;  even- 
ness of  tone  is  essential,  and  it  is  only  by  steady  practice  that  this  can  be  obtained.  Every  note  in  the 
foregoing  Exercises  should  be  well  tongiied  as  well  as  iif>pe(i. 
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The  student  should  not  continue  when  his  Hps  show  any  symptoms  of  fatigue.  His  early  practices 
should  be  limited  to  ten  minutes  or  a  quarter  of  an  hour,  and  be  repeated  several  times  during  the  day  after 
the  lips  have  had  time  to  rest. 


CHAPTER    VII. 


LESSON    IL— EXERCISE  10. 


A  very  considerable  tightening  of  the  lips  will  produce  the  high  C  (eighth  note  of  Harmonic  Chord), 
but,  in  practice,  most  people  find  it  easier  to  work  gradually  up  to  it,  although  it  is  undoubtedly  better  to 
try  and  obtain  it  before  attempting  the  intermediate  notes  between  it  and  the  G  (sixth  note  of  Harmonic 
Chord) :— 


o 

'— " 

*2 

-^ 

-^- 

^ 

I 

•2 

■^ 

-S>- 

s>- 

-^2. 

-^- 

r^ 

-e#- 

-iZ. 

-'^- 

-<^- 

.•^ 

-^- 

fZ> 

— (S>-| 

r? 

-^- 

^ 

-<&- 

^>— 









j2. 

-(S- 

j 

i2_^ 

pis'— 1 

.    .-;    , 

'-P 

-&- 

J=2. 

-fS- 

-^- 

^ 

-<S- 

<?_ 

1  o  1 

-^ ^- 

<^ 

r— . 

fZ?^ 

-<S- 

_^. 

-&- 

*> — 

' 1 

1 ' 

1 1 

U 

g 

r? 

-<s- 

-^^ 

r-<S'-| 

c 

-cS^- 

—(TX- 

--&— 

(^ 

1    C?  -I 

<-:? 

-Gi- 

-^=2- 

-iS- 

"^' 

^ 

-<S^ 

o 

1  g>  1 

r> 

-^— 

1 

r 

«> 

> — 

^ ' 

1 1 

L J 

' 1 

■ 

- 

i 


.r2-    ":^' 


f- 


:22: 


32: 


"s:?" 


:22: 
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-<S- 


221 


221 


EXERCISE  11. 


EXERCISE  12. 
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=f— ^1 

p — -| 

prp-| 

V^~ 

v'^—\ 

(^2 

— ^—3 

1 

^fS — 

— — — 

— ^ — 

- 

fei 

9.)  -G- 

-^^ 

EXERCISE  10. 
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EXERCISE  14. 
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CHAPTER   VIII. 

TIME. 

In  addition  to  its  sound  every  note  has  a  time  value.  The  time  of  a  piece  or  movement  is  indicated  in 
two  ways.  The  first  one  is  that  of  the  number  of  beats  in  each  bar;  the  second  (generally  in  Italian)  by  a 
verbal  indication,  such  as  "  Largo"  or  "Allegro"  with  or  without  qualification  as  hereinafter  mentioned. 

The  beats  are  indicated  as  follows : — 

C — common  time — four  beats  to  the  bar. 

(p — alia  breve  time. 

^8^ — twelve-eight  time — four  beats  to  the  bar,  each  beat  of  three  notes. 

I — two-four  time — two  beats  to  the  bar. 

^ — three-two  time — three  beats  to  the  bar. 

I — three-four  time — three  beats  to  the  bar. 

I — three-eight  time — three  beats  to  the  bar. 

I — six-four  time — six  beats  to  the  bar. 

I — six-eight  time — six  beats  to  the  bar. 

The  rate  at  which  the  movement  should  be  taken  is  indicated  by  one  of  the  following  expressions  oi 
some  modification  thereof.     The  slowest  time  is  shown  first,  the  quickest  last : — 


Grave 

seriously. 

A  ndantino    . 

.     with  a  moderate  swing. 

Largo      .     . 

.     broad,  slow. 

Modcrato 

moderate,  even  time. 

Solennementc 

solemnly. 

A  llegretto     . 

.     somewhat  quick. 

Maestoso .     . 

majestically. 

A  niinato . 

with  animation. 

Lar ghetto 

.     somewhat  slow. 

Con  moto 

with  movement,  quickly 

A  dagio    .     . 

.     softly,  leisurely. 

Con  spirito 

with  spirit. 

A  ndante  . 

rather    leisurely, 

with    a 

A  llegro    .     . 

.     quick,  fast. 

gentle  swing. 

Presto.     . 

.     very  quick. 

The  actual  time  or  rhythm  is,  however,  very  much  qualified  when  other  words  are  added,  such  as 
"  Moderato  ma  con  spirito  "  (moderately  but  with  spirit),  "  Allegretto  ma  non  troppo  "  (somewhat  quickly 
but  not  too  quick).  Again,  the  time  of  one  composer  is  not  that  of  another;  thus,  the  Allegretto  of 
Mendelssohn  is  materially  quicker  than  that  of  Bach  or  Havdn. 


<u 
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Notes  form  whole  bars  or  portions  of  bars. 
In  common  or  4-time  a  full  bar  is  represented  by  a  semibreve,  or  so  many  smaller  notes  as  make  up  its 


value. 

A  semibreve  is  equal  to  a  w^hole  bar,  thus: 

A  semibreve  is  equal  to  two  minims,  thus  : 

A  semibreve  is  equal  to  four  crotchets,  thus : 

A  semibreve  is  equal  to  eight  quavers,  thus  : 

A  semibreve  is  equal  to  sixteen  semiquavers,  thus 

A  semibreve  is  equal  to  thirty-two 
demisemiquavers,  thus — 


:e: 


B 


m 


'B^S^. 


^ 


i 


m 


E3: 


1 


frB-^^3.=^     jZIj=J     J     3=- 


t) 


A  dot  after  a  note  adds  one  half  to  its  time  value,  thus,  the  following  bar  is  made  up  of  a  dotted  minim 
and  a  crotchet 


m 


s: 


Two  dots  after  a  note  add  three-fourths  to  its  time  value  ;  therefore,  the  following  bar  is  made  up  of  a 
double   dotted   minim    and    a   quaver :  /k-fr" 


^--=i: 


In  2-4  time,   a  minim  or  its  equivalents  make  up  the  value  of  the  bar,  which  consequently  cannot 
contain  more  than  two  crotchets,  or  four  quavers,  or  eight  semiquavers,  or  sixteen  demisemiquavers,  thus — 

or  or  or 


In  12-8  time,  a  dotted  semibreve  is  the  value  of  the  bar,  and  is  divided  into  twelfths  or  triplets,  three 
of  which  are  equal  to  a  beat.     Such  a  bar  is  therefore  made  up  as  follows — 

or  or  or  or 


In  irregular  time,  that  is  3-2,  3-4,  3-8,  6-4,  or  6-8,  the  dots  come  more  or  less  into  constant  or  at  least 
very  frequent  use,  as  the  following  instances  show — * 


i^ 


^=^=5-t: 


-s«-^ 


i 


fe8±^E^?^ 


^ 


a^: 


ir^\^± 


^^' 


1  r  1 


!*>■, 


-51 H H «-, 1- 


-&c. 
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CHAPTER   IX. 

RESTS   AND    PAUSES. 

These  must  be  as  carefully  observed  for  their  value  as  the  notes  themselves. 
The  rest  of  a  full  bar  is  always  shown,  whatever  its  time  or  beats  may  be,  thus 

The  rest  of  a  half-bar  in  C  time,  thus  :  ■  ^ 


by  a  minim  rest. 


The  rest  of  a  half-bar  in  2-4  time,  thus  :  [*     °^     j         by  a  crotchet  rest ;  the  remaining  rests  are 


shown  as  follows  :   a  quaver  rest. 


a  semiquaver  rest, 


a  demisemiquaver  rest, 


A  pause  or  a  note  sustained  beyond  its  legitimate  time  is  indicated  by  ^cn  or  \:^,  and  where  license  as  to  time 
is  allowed,  it  is  shown  by  the  words  ad  libitum  (according  to  taste). 

In  concerted  music  long  periods  of  rest  at  times  occur.  These  rests  are  shown  by  the  number  of 
bars  silent,  or  sometimes  where  the  whole  movement  is  performed  without  a  particular  instrument  by  the 
word  "  tacet."     The  usual  way  of  indicating  a  period  of  rest  is : — 


or 


or 


:1a: 


J 
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CHAPTER  X. 

SCALES. 

Scales  are  divided  into  two  principal  classes — viz.,  Diatonic  and  Chromatic.  The  Diatonic  Scales  are 
divided  into  Major  and  Minor. 

A  Diatonic  Major  Scale  is  a  progression  of  sounds  upwards  or  downwards,  and  (including  its  octave) 
is  made  up  of  six  full  tones  and  two  half  tones.  The  half  tones  arise  at  the  gradations  from  the  third 
to  the  fourth  and  the  seventh  to  the  eighth  notes  of  the  scale,  thus,  in  the  key  of  C,  from  E  to  F  is  only 
a  half  tone  and  from  B  to  C  (octave)  a  half  tone. 

In  all  other  Diatonic  Major  Scales  the  proportions  are  the  same.     The  Major  Scales  are  as  follows : — 

C,  or  natural  key.  G,  or  one  sharp. 


r  ^  J 


^ 


*=c=l 


f  0  . 


^ 


S 


D,  or  two  sharps. 


^-y-r 


^ 


A,  or  three  sharps. 

J^t^  !  J  ^  ^  -f-r^ 


■^-^ 


^-*-j- 


:i=X 


E,  or  four  sharps. 


■1^. 


r£ 


s^^-r-;xirr:^ajjz|]  ^^^ 


*  B,  or  five  sharps. 

r  I  I  !    I  - 


1*=^ 


:{?:p 


3zit: 


m 


*  C!>  is  the  same    in  sound — as  B. 


B 


I 
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*  Fj|,  or  six  sharps. 


i^ 


-ati^- 


t  CJ,  or  seven  sharps 


!p: 


s 


3=ilt 


Stqc 


^ 


*-*- 


I 


F,  or  one  flat. 


i 


3^tfEPEE^:St5^ 


T-j-t 


1^ 


Bb,  or  two  flats. 


;«-e: 


it-t 


3?=p: 


-I — 


Eb,  or  three  flats 


Ab,  or  four  flats. 


:^z*=-^ 


^ 


^a^- 


S|^ 


:i^=p: 


g 


^  r 


I^H*-.*- 


S^gig 


t  Db,  or  five  flats. 


*  Gb,  or  six  flats. 


ii 


w- 


-^i 


licfz 


-f—m 


r  <^  J 


^ 


SS 


-^- 


^-*- 


hEiT: 


le^c 


3tSt 


I  Cb,  or  seven  flats. 


?J:"5 


q==i= 


P^:gE^EjZ^i:J-J-r-r 


3t=;^ 


4=q: 


st=^ 


By  prefixing  a  sharp  to  a  note  the  pitch  of  that  note  is  raised  one  half  tone;  by  prefixing  a  flat  to  a 
note  the  pitch  of  that  note  is  lowered  one  half  tone.  When  it  is  desired  to  cancel  a  particular  sharp  or  flat 
it  is  done  by  prefixing  the  sign  tj.  These  accidentals  apply  only  in  the  bar  in  which  they  are  used.  In  the 
next  bar  the  "  signature  "  resumes  its  force. 

The  signature  is  the  number  of  sharps  or  flats  indicating  in  what  key  the  music  is  written. 

When  sharps  or  flats  are  introduced  incidentally,  that  is  notes  not  on  the  Diatonic  Scale  in  which  the 
music  is  written,  they  are  called  "  accidentals."  The  effect  of  cancelling  a  signature  (temporarily)  is  also 
to  create  an  "  accidental." 

Each  Major  Scale  has  its  relative  Minor  Scale. 

The  Minor  Scales  are  as  follows : — 

C  minor. 


m 


G  minor. 


m 


D  minor. 


A  minor. 


fS^P?^S^3^P^^E| 


Y%  It.  the  same— in  sound — as  G[^. 


*  DJ?  is  the  same — in  sound — as  Cft. 


\  Cj?  is  the  same — in  sound — as  B. 
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E  minor. 


B  minor. 


:^-^^^^-^^rT^-^ 


Fjf  minor. 


*  Cjf  minor 


3^^  i 


F  minor 


137  minor, 


E?  minor. 


+  Gjf  minor 


^^ 


3^^^S^ 


The  reason  for  these  changes  is  that  the  signatures  would  become  impossible.  The  signature  for  C 
(the  natural  key)  is  converted  into  three  flats.  In  G  the  one  sharp  is  replaced  by  two  flats.  In  D  the 
two  sharps  are  replaced  by  one  flat,  and  in  A  the  three  sharps  disappear.  Therefore  every  further  progres- 
sion in  sharps  reduces  then-  number  by  three,  while  every  progression  in  flats  adds  three  to  their  number. 
Thus  F  (one  flat)  becomes  four  flats,  and  so  on.  To  write  the  minor  of  Ab  would  require  seven  flats,  but  as 
B  (five  sharps)  is  preferable,  it  is  adopted  by  treating  the  Ab  as  its  equivalent  GJf.  So  Db  minor  would 
require  three  flats  added  to  the  five  it  holds  in  the  major  key,  while  Cb,  with  its  seven  flats,  would  require 
no  less  than  ten  flats.  The  substitutions  are,  therefore,  perfectly  consonant  with  common  sense  and 
expediency. 

The  above  scales,  it  will  be  observed,  show  the  sixth  and  seventh  notes  as  major  in  ascending  and  the 
same  notes  as  minor  in  descending.  There  is  another  minor  scale  in  which  the  sixth  note  is  minor — both  in 
ascending  and  descending — the  seventh  note  in  each  case  being  major,  thus: — 


and,  of  course,  the  same  intervals  apply  to  scales  in  all  keys. 

The  progressive  order  of  scales  is  as  follows — C  being  taken  as  the  starting  point- 
higher  Qr  one-fourth  lower,  thus  : — 


C,  +5  notes  higher,  =  G,  =  i  sharp. 
G,  +  5  notes  higher,  -^  D,  ^2  sharps. 

D,  +  5  notes  higher,  ^  A,  =3  sharps. 

A,  -f  5  notes  higher,  =  E,  =4  sharps. 

E,  -f  5  notes  higher,  =  B,  ^5  sharps. 

B,  +  5  notes  higher,  =  FJf,  ^  6  sharps. 
FJ,  -f  5  notes  higher,  ^^  CJJ,  ^  7  sharps. 


C,  4  notes  lower,  =  G, 
G,  4  notes  lower,  —  D, 

D,  4  notes  lower,  =  A, 
A,  4  notes  lower,  =  E, 


E,    4  notes  lower,  =  B, 

B,    4  notes  lower,  ==  FJf, 

Fif,  4  notes  lower,  ^    C^f,    =  7  sharps. 


—for  sliarps  one-fifth 

=  I  sharp. 
=  2  sharps. 
=  3  sharps. 
=  4  sharps. 
-  5  sharps. 
--  6  sharps. 


DH  minor  is  written  as  C^  minor.  f  AJ?  minor  is  written  as  G^  minor. 

X  The  sign  prefixed  to  the  Fx  means  double  sharp  {  =  G  natural). 
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For  flats  itiiVEKSii,  viz.,  one-lourth  higher  or  one-fifth  lower,  thus  : — 

C,     +  4  notes  higher,  =  F,     =  i  flat.  C,    5  notes  lower,  ^  F,     ^   i  flat. 

F,     +  4  notes  higher,  =  Bb,  =  2  flats.  F,    5  notes  lower,  ^  Bt?,  =  2  flats. 

Bb,  +  4  notes  higher,  =  Eb,  =  3  flats.  B!?,  5  notes  lower,  ■---  E?,  =  3  flats. 

Eb,  +  4  notes  higher,  —  Ab,    =  4  flats.  Eb,  5  notes  lower,  =  A^,  —  4  flats. 

Ab,  +  4  notes  higher,  =  Db,  =  5  flats.  Ab,  5  notes  lower,  =  D7,  =  5  flats. 

Db,  +  4  notes  higher,  =  Gb,  =  6  flats.  Db,  5  notes  lower,  =  Gb,  =  6  flats. 

G!7,  +  4  notes  higher,  =  Cb,  =  7  flats.  Gl?,  5  notes  lower,  =  Cb,  =  7  flats. 

One  octave  of  each  scale  is  shown,  as  special  exercises  are  devoted  to  each  scale. 


Chromatic  Scale. 


The  chromatic  scale  is  one  progressing  upwards  or  downwards  by  semitones.  In  going  upwards  sharps 
are  generally  used,  and  in  going  downwards  flats.  This  is,  however,  dependent  on  the  nature  of  the  music 
wherein  a  chromatic  passage  exists. 

The  chromatic  notes  existing  on  the  cornet  are,  in  rising  by  sharps — 


i 


Lj  J  J  J  r¥  r^r  r  rt 


^>-r^ 


^^^ 


^i^^ 


I   I   I 


^=4 


I=J=F 


^^5^^ 


»i.d 


tJ      =13=1 


Z^:  =1:  Z^:  Zt  ^  j  a  break  of  1  ^.  d^^I^i^ 
=1:  Z$  =1:  Zt^  I  notes  to   Is*-  '^' 


in  descending  by  flats 


and  the  additional  notes  after  the  break. 


i 


=m 


r^r-^^^ 


ri^V-^ 


Tt  c  ^^^  J^J  IJ      !.  I  I  I  I  ,  .     = 

I    i    i    1    i  '^'^  ^  ^bJ  JJ  J    I     I    I    I    ^ 

'    '  '^•-^-Wt7y-J5uStrLz± 


t/ 


•t?^^i^a>i 


zt   iq:   n^:    zf    =f    =t: 


^^i   ^  '-^ 


CHAPTER  XL 


CROSS  FINGERING,  THE  HARMONIC  CHORDS,  AND  TRANSPOSING,  EXPLAINED. 

The  extreme  notes  of  the  Harmonic  Chords  are  only  to  be  produced  by  one  means.  Thus  the  high  C  of 
the  chord  of  C  can  only  be  produced  open,  unless  by  an  unreasonable  strain,  to  which  it  is  not  necessary 
to  refer  ;  while,  on  the  other  hand,  the  fundamental  and  second  notes  (octaves  thereof)  can  only  be  obtained 


in  one  way,  because  they  are  fundamental  notes.     The  G  above  the   lines 


is  produced  in  three 


different  ways,  because  it  represents  a  different  interval,  or  note,  on  three  separate  Harmonic  Chords — viz., 
as  the  sixth  note  of  the  Harmonic  Chord  of  C,  the  seventh  note  of  that  of  A,  and  as  the  eighth  note  of  that 
of  G.  In  like  manner  the  E  in  the  fourth  space  (counting  upwards)  represents  the  fifth  note  of  C,  the 
sixth  of  A,  and  the  seventh  (as  Fb)  of  Gb.  ' 


*  The  notes  thus  bracketed  are  within  the   range   of  the   instrument,  but  they  are  rarely  required,   and  very    difficult   to   produce 
with  any  effect. 
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In  difficult  passages  this  knowledge  of  equivalents  greatly  facilitates  fingering— provided  the  instrument  is 
well  in  tune — but  it  generally  detracts  somewhat  from  the  brightness  of  tone  obtained  by  the  usual  method. 

The  annexed  table  shows  the  various  ways  in  which  certain  notes  can  be  produced,  and  the  reasons 
thereof,  while  the  following  passage  shows — 


ist  and  3rd  throughout, 
(above)  the  usual  method  of  fingering,  and   (below)   the  cross  fingering,  which  is  more  useful  in  some 


passages. 


Table  showing  the  various  methods  of  producing  certain  notes. 


As  shown  by  tlie  annexed  table,  some 
notes  may  be  produced  in  various  ways, 
thus — 

The  G  above  the  lines,  the  Gb  above  the 
lines,  and  the  E  in  fourth  space  are  pro- 
ducable  in  three  different  ways ;  while  the 
Bt7,  the  Atj,  the  Ab,  above  the  lines ;  the  F, 
the  D,  the  Db,  the  B,  the  Bb,  the  G,  the  Gb, 
on  the  lines ;  and  the  Eb  and  the  C,  in  the 
spaces,  may  be  produced  in  two  different 
ways. 


8 


;-! 

O 

'5 

o 
E 
OS  5 

X 

c 
o 


.03 


o 


2 


Pistons  used. 


I  2 

2 

I 

or  3 

23 

I  3 

I    2  3 


Harmonic  Chord  of 


i 


B  orCb 


jiz.^^- 


Bb 


&^ 


Al? 


fe2. 


m 


r^ 


i 


122: 


-^ 


ilztea. 


i§^ 


Jz^ 


I  r 


4^ 


J 1 


t^ 


i4f^ 


.i2_ 


h^ 


5^ 


zszijzz&s: 


s^- 


-S" — ^t?iS- 


Gb  or  FjJ 


Jto_ 


:a^ 


^^- 


5^ 


2221 


1 I 


:»=2: 


5: 


i 


SE^ 


dZcz: 


rj       r 


fn     I 


±22: 


-<&- 


-^^^^     s     -ry 


"22" 


'^^ 


J^ 


fe 


"CT- 


:«=: 


?^-=«=z 


>g?  4*, 


3i^2= 


"bsr-s: 


b^  jj^ 


^^bz 


b=:r 


-^-   ■^'S^j^cr 


L 
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It  is  however  desirable  to  adhere  to  the  simple  fingering,  except  in  difficult  rapid  passages,  or  when  a 
particular  effect  is  desired. 

It  is  essential  to  repeat  that  a  thorough  knowledge  of  the  ranges  of  the  various  Harmonic  Chords  lying 
within  the  compass  of  one's  instrument  very  greatly  facilitates  both  the  reading  and  the  rendering  of 
difficult  passages. 

There  is  no  reason  whatever — beyond  that  of  want  of  confidence — why  one  key  should  be  regarded  as 
more  difficult  than  another. 

Those  who  make  themselves  thoroughly  conversant  with  the  seven  Harmonic  Chords,  controlled  by  a 
three-piston  instrument,  will  find  themselves  amply  repaid  in  the  extra  command  they  obtain  over  it. 

In  order  to  obtain  this  command  it  is  essential  not  only  to  know  each  key  well,  but  also  to  remember 
the  equivalents  of  each  note,  such  as  that  O  is  the  same  as  Bt),  Dl?  the  same  as  CJf,  Fx  (double  sharp)  the 
same  as  GH,  Afc>?  (double  flat)  the  same  as  G^,  etc.  There  are  but  twelve  sounds  to  master;  all  that  is 
required  is  to  know  how  to  recognise  them  when  seen  under  whatever  disguise  (signature  or  accidental) 
they  may  be  presented. 


CHAPTER  XII. 

TRANSPOSING. 

In  the  playing  of  orchestral  or  other  concerted  music,  it  is  essential  that  the  instrumentalist  should  be 
competent  to  transpose  at  sight.  By  transposing  is  meant  reading  in  one  key  and  playing  in  another. 
For  instance,  a  player's  instrument  stands  in  C ;  he  is  handed  the  part  written  for  a  Bi?  instrument.  It  is 
evident  that  the  pitch  of  the  latter  is  a  full  tone  below  that  of  his  own  instrument;  therefore,  were  he  to  play 
the  music  handed  to  him  as  it  was  written,  he  would  be  exactly  a  tone  too  high,  and  consequently  in  dis- 
cord with  his  brother  musicians.  It  therefore  devolves  upon  him  to  read  in  the  key  a  full  tone  below  that 
in  which  the  music  is  written  ;  thus,  if  the  part  is  in  A  for  a  Bb  instrument,  he  would  have  to  read  in  the 
key  of  G  (one  full  tone  lower),  and  ignore  two  of  the  three  sharps  shown  in  the  signature  of  the  key  of  A. 

The  annexed  tables  (pp.  20  to  25  )  provide  for  transpositions  from  an  instrument  in  any  key  to  an 
instrument  in  any  other  key,  and  from  any  key  to  any  other  key. 

Directions. 

Take  the  table  relating  to  the  player's  instrument,  select  the  column  which  refers  to  the  instrument 
for  which  the  music  was  written,  then  search  in  the  outside  columns  for  the  key  in  which  the  music  is 
written,  which  will  show  to  what  key  the  player  must  transpose  it.  For  instance,  the  player  has  a  Cornet 
in  A,  and  wishes  to  know  in  what  key  he  must  play  a  piece  written  for  the  piano  in  G.  The  piano 
"  stands  "  in  C,  therefore  he  selects  the  first,  or  C  column.  Looking  down  the  music  column  he  finds  that 
in  order  to  play  in  accord  with  the  piano  he  must  play  in  Bb,  because  his  A  Cornet  is  one-and-half  tones 
lower  in  pitch  than  the  piano.  He  has,  therefore,  to  raise  his  pitch  to  an  equal  extent — viz.,  three  semi- 
tones. Three  semitones  upwards  from  G  gives  Bb ;  therefore,  his  Bb  will  sound  the  sanie  as  the  G  on  the 
piano — provided,  always,  that  the  latter  is  at  concert  pitch. 

If  he  is  at  a  loss  for  the  equivalent  of  a  note  he  has  but  to  turn  to  the  "transposing  table"  (page  19), 
and  having  in  the  outer  (left  hand)  column  found  the  number  of  tones  the  transposition  must  represent, 


19 

read  down  from  the  note  to  be  transposed  to  its  equivalent  note.  Thus  the  A  Cornet  being  one-and-half  tones 
below,  or  four-and-half  tones  above  the  C,  the  normal  pitch,  he  must  either  raise  the  note  to  be  transposed 
to  the  extent  of  one-and-half  tones,  or  lower  it  to  the  extent  of  four-and-half  tones ;  therefore,  if  the  note  he 
is  at  a  loss  to  find  is  Oh  he  will  find  its  equivalent  to  be  At]. 


TRANSPOSING    TABLE.     TREBLE    CLEF. 


Bit,  cti 


Note  to  be 

transposed 

to 


5^  higher. 
\  lower. 

5  higher. 

1  lower. 

4^  higher, 
i^  lower. 

4  higher. 

2  lower. 

3^  higher. 
2^  lower. 

3  higher. 

3  lower. 

zh  higher. 
3^  lower. 

2  higher. 

4  lower. 

i^  higher. 
4^  lower. 

I  higher. 

5  lower. 

^  higher. 
5^  lower. 


i 


Q*,U^ 


Dtl 


DJf,  Et> 


Eq,  Ft>    EJf,  Ft;|FC,  G7  I       G  t^      G^,  AM      Afi       Aj.BtJBl^.O 


''^^^\l^^-\^^^ 


^^  q^b^.'^ij^.-w^a^^^j^E^g^i^ 


«^        ^^.        ^^^^'   t^'^^'   %^'^  ti^^^       tp-       *^ 


cT    ^-.      ^->c,-  t;25-^o-  jj25-^^  p^^     j^^-     1^-^   t^  -»--T— 


;Jf22i^^l3^=i^ 


±22: 


i 


i^>i 


t;^- 


if^ 


b^ 


l^itlgsijjtg^^l    t]^ 


Jf^-k^!^^>=^       tj2=^ 


il^ 


I  i*^^  !7o~!'^Brt><v'  i  tc?  \rj  I  j^ 


^i^^nt^fe^l^ 


r?^t>^--t:i=^ — ;  g^t^g?  ,g^ 


[70     hgJ>g2Z--g^-t}gZ 


'^'^rj  \    \r:! — ^'^ 


jjs:?-^^'-'    ^~ 


i 


lz^:==^^z:|^t2^ 


iJ^^^ 


t^g.;!^'^  t^-^' 


^C2     'iic?"^^-^  !    t]'"-^     jtP"-^'^^ 


i;^- 


-5=2: 


>cr 


^' 


32=^--' 


J^ 


>^ 


;j^i 


^^ 


«^^" 


1^2 


a^- 


^^^zz^^^^rJ-^^V^-^^^^^^ 


^^^ 


\^ 


t^ 


i-bs>- 


^     jSSto-jll=7Ss:itJ5-|^il^-''==' 


;s 


<s — 


-\^ 


ii 


;22r 


fe 


&^ 


222: 


i^ 


^. . '  I,. >^  i  ^^  :,^^.^.^-u^M4^^^^^g 


j;^^- 


^fe^ 


Jt^-9^-  Hi 


«^.t>cr 


^g72gr-fa^.     |:^.^g 


Itc:'- 


^^- 


§^ 


7^:?- 


-^gi?(2^  ' ^-!3gf 


0^ 


b^ 


i:2^ 


tZ2^ 


be?:  hg-    iiii^'^'"-':   b^ 


^^^  i  jz::;-^^-  fS-^^^ 


Its? 


^^j^^2=-;r^4^ 


g^2=r|     t?2^      IJJC^'^      ^^ 


«>=?" 


^ 


tf= 


:1^ 


-5^ 
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PLAYER'S    INSTRUMENT    IN    C. 

FROM  MUSIC  WRITTEN   FOR  INSTRUMENTS  STANDING  IN  KEYS  AS  SHOWN   BELO\\ 
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PLAYER'S  INSTRUMENT   IN   B   (NATURAL). 

FROM  MUSIC  WRITTEN  FOR  INSTRUMENTS  STANDING  IN  KEYS  AS  SHOWN  BELOW 
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PLAYER'S  INSTRUMENT  IN  E  FLAT. 

FROM  MUSIC  WRITTEN  FOR  INSTRUMENTS  STANDING  IN  KEYS  AS  SHOWN  BELOW. 
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PLAYER'S    INSTRUMENT    IN    D. 

FROM  MUSIC  WRITTEN  FOR  INSTRUMENTS  STANDING  IN  KEYS  AS  SHOWN  BELOW. 
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PLAYER'S  INSTRUMENT  IN  D  FLAT. 

FROM  MUSIC  WRITTEN  FOR  INSTRUMENTS  STANDING  IN  KEYS  AS  SHOWN  BELOW. 
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CHAPTER  XIII. 

SYNCOPATION,  TIED  NOTES,  AND  SURPLUS  NOTES  IN  A  BAR. 

Any  departure  from  the  natural  beat  or  rhythm  of  a  movement  is  called  "  syncopation,"  and  the  notes  are 
described  as  "syncopated  notes."     Thus,  in  Haydn's  "  With  verdure  clad,"  which  is  written  in  6-8  time,  the 


following  passage    occurs 


^=  ^ 
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W^ 


JCf^ 


of  which  the 


tj 


X      X       X       X 


notes  marked  with  a  cross  are  syncopated. 

There  are  two  kinds  of  syncopation — viz.,  regular  syncopation  and  irregular  syncopation. 

Regular  syncopation  is  made  in  two  ways;  (a)  when  a  note  has  its  value  divided  equally  between  the 


unaccented  and  the  accented  portions  or  beats  of  a  bar,  thus :  i^jj-R — J     ^ 


:   the  middle  G  is  struck 


on  the  second  or  unaccented  beat,  and  held  on  during  the  third  or  accented  beat  of  the  bar ;  and  (b)  when 
two  notes  of  the  same  value,  both  in  sound  and  time,  are  tied  together,  thus — 


i 


SEE 
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^ 


Irregular  syncopation  is  when  two  notes  of  the  same  sound,  but  not  of  the  same  time  value,  are  tied 

;    or  where  the  cross-accentuation  (that  is,  accents  on  the 
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together,  thus : 

otherwise  unaccented  beats)  is  produced  by  means  of  rests. 

Occasionally  one  finds  more  notes  in  a  bar  than  their  strict  value  would  justify,  and  yet  which  must  be 
so  played  as  not  to  interfere  with  the  time  value  of  the  bar  which  contains  them.     These  are  surplus  or 


extra  notes,  thus; 


'^^  ^fe~^'    a  r  r    — ~  r  r  ^  ^"7^  T-^  wouM  have  to  be  played  in  the  same  time  as 


eight  quavers  (forming  a  bar  of  the  same  movement)  would  require. 

Notes  are  "  tied  "  by  a  curved  line  ^- or ^      When  two  notes  of  the  same  degree  or  sound  are 

tied,  the  second  note  is  not  repeated,  but  held  on.     When  they  are  not  the  same  notes  they  are  all  played, 

but  played  legato  {i.e.,  bound),  in  contradistinction  to  staccato  (chopped  or  cut) ;  thus,  in  (n)  ('~f^     f' 


P 


the  second  B  would  not  be  repeated,  whereas  in  j^k-Fr — p     ^ 


■I — ^ 


each  of  the  notes  would  be  sounded, 


but  the  second  B  would  be  made  to  glide  into  the  C. 


CHAPTER  XIV. 

SHAKES. 


A  shake  is  shown  th 


us:    £ 


tr 

-(S>- 


-.3. 


^ 


:?2: 


I  - — -     It  should  be  begun  slowly,  and  gradually  increased 


as  follows; 
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Annexed  is  a  table  showing  the  shakes  obtainable  on  a  three-piston  instrument,  and  the  methods  of 
producing  them. 

Each  shake  should  be  thoroughly  mastered  before  proceeding  to  another  one.  A  knowledge  of  cross- 
fingering  will  now  stand  the  player  in  good  stead.  For  instance,  in  shaking  on  the  middle  G,  inasmuch  as 
he  knows  there  are  three  ways  of  producing  such  shake,  viz. — 


(a) 


o  -2  tr         J 


w35g=i 


o  a  tr  1 


{'>}  fe=j5^=^QEd: 


(c) 


he  will  select  that  which  is  most  convenient  (always   bearing   in  mind  the  peculiarities  of  his  instrument), 
and,  if  his  instrument  is  well  tempered  (tuned),  select  the  (C)  as  the  most  convenient. 

TABLE  OF  SHAKES. 
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The  foregoing  table  shows  "  upward  "  shakes.     There  are  also  "  downward  "   shakes,  in  which  the 
standard  note,  instead  of  being  below  its  fellow,  is  above  it;  thus,  a  shake  may  be  so  given,  viz. — 


The  double  notes  shown  in  the  table  also  indicate  that  the  terminal  note  is  optional. 


CHAPTER  XV. 

ABBREVIATIONS. 

In  the  performance  of  concerted  music  recourse  is  very  frequently  had  to  manuscript  copies.     With  a 
view  to  economy  of  time  and  labour  various  abbreviations  are  used.     These  abbreviations  are  as  follows — 


Abbreviations  written:  i 


:22i 


IC2_ 


izz: 


z^^ 


zs: 


^ 


^<- 


J'  d    ^ 


Played  as 


4  8         i6  semi-         6  12  semi-         432  The  4  notes  Previoub 

crotchets,  quavers,  quavers,  quavers,  quavers,  quavers,  quavers,  quavers,  are  repeated.  bar  is 

repeated. 


Abbreviations  written ; 


Played  as : 


:^=r 


T^ 


fe^=^^ 


:P2: 


^=P- 


-^-m ^-« 


I 2 34 

• _^  _  _  ± *  _  _; m_ 

•   •  _ _• •_  _  _• ^ ^ •_ 

_  —J-  ^  ^ 


Repeat  the  music  which  precedes  the  dots,  or  which  follows  them,  thus :  i  would  be  repeated ;   2  would  not 
be ;  but  3  and  4  would  each  be  repeated. 

D.C.  (Da  capo)  means  again,  or  "  from  the  head  "  or  beginning.     :^-  (al  segno)  means  to  go  back  to  the 
place  similarly  marked. 


Abbreviations  written 


ifl  volta. 


221 


:f^ 


2fl  volta. 


Z2: 


mean:  after  first  time  go  back  to  previous  double  bar,  then  skip  to  second  time  for  finish. 


CHAPTER  XVI. 

THE  FOUR  CLEFS. 

There  are  four  different  "  clefs  "  in  music— viz.,  the  treble,  the  alto,  the  tenor,  and  the  bass.  Each  has 
its  distinctive  sign.  In  like  manner  its  notes  are  differently  shown.  In  very  old  music,  such  as  part-songs, 
these  various  clefs  were  rigidly  adhered  to,  and  it  is  necessary,  in  order  to  perform  old  instrumental  music, 


\ 
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to  be  familiar  with  the  several  clefs.  In  modern  music  the  aito  and  treble  are  frequently  ignored,  and  either 
the  treble  or  bass  notes  substituted.  Each  clef  is  intended  to  convey  the  idea  that  a  different  quality  of 
sound  is  required.  For  instance,  two  soprano  voices,  although  they  apparently  sing  the  notes  shown,  do 
not  create  the  effect  intended  to  be  produced  by  a  soprano  and  a  contralto,  because  the  latter  is  deeper  and 
fuller  in  quality  of  tone  than  the  former. 

The  following  table  shows  one  octave  of  the  chromatic  scale,  beginning  with  C  in  each  instance. 

Table  of  the  Four  Clefs. 


Treble. 
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Alto. 


Tenor. 


Bass. 
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bg? 
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C     C:J     DtJ     D      DJt    Et>     E     Fl?    E*i     F     FjJ    G  t)     G      GJ    A?     A     A:?     B7      B      C7    BJ    C 


CHAPTER   XVII. 


ON  SELECTING  AN  INSTRUMENT. 


Many  amateurs  run  away  with  the  impression  that,  as  soon  as  they  can  play  a  few  airs,  they  are 
competent  to  choose  an  instrument  themselves,  and  some  even  go  as  far  as  to  buy  one  before,  with  a  view 
to  learn  to  play  it.  One  instance  is  known  of  a  rich  man  who  was  not  a  success  with  a  silver  flute,  so  he 
had  a  gold  one  made,  thinking  it  would  be  easier  to  play  upon  ! 

A, person  may  play  very  fairly  and  be  utterly  incapable  of  selecting  a  suitable  or  satisfactory  instrument, 
and  only  find  out  too  late  that  his  judgment  was  unreliable.  There  is  no  falser  economy  than  for  an 
amateur  to  select  an  instrument,  of  any  kind  whatsoever,  without  the  benefit  of  the  advice  of  some 
experienced  person.  Should  an  amateur  therefore  desire  to  begin  with  the  proud  sentiment  of  ownership, 
let  him  remember  that  what  he  should  aim  at  is  the  possession  of  an  instrument  which  will  give  him 
satisfaction,  when  he  is  competent  to  judge  of  what  an  instrument  should  be,  and  consequently  take  the 
advice  of  somebody  capable  of  selecting  for  him. 

There  is  another  important  reason  why  he  should  make  ownership  subservient  to  experience,  and  that 
is,  that  all  do  not  succeed  with  the  same  class  of  instrument.  One  person  may  fail  as  a  cornet  player  and 
succeed  as  a  baritone  player,  while  another,  after  devoting  some  time  unsuccessfully  to  a  deeper  toned 
instrument,  may  find  that  his  forte  lies  in  a  French  horn  or  the  trumpet. 
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The  thinness  or  thickness  of  the  hps  afford  no  certain  indications  as  to  what  will  best  suit  a  candidate 
for  musical  honours  ;  therefore  it  is  that  the  beginner  should  first  place  himself  in  competent  hands,  and 
adopt  his  "  pet  "  when  he  has  learnt  something  of  the  way  to  treat  and  handle  it. 

The  majority  of  professional  musicians  take  a  pride  in  their  judgment,  and  will  see  that  their  pupils 
are  not  taken  advantage  of. 

The  price  of  an  instrument  is  no  guarantee  of  its  perfection.  Brass  instruments  vary  as  much  as  others. 
Every  instrument  of  whatever  type  has  its  individualities,  and  as  one  should  not  go  in  for  frequent  changes 
(and  it  is  not  everybody  who  can  afford  to  make  fresh  purchases  until  complete  satisfaction  is  attained  as 
the  result  of  speculative  attempts),  the  student  should  remember  that  patience  is  an  important  element  in 
music,  and  that  possession  should  be  subservient  to  perfection. 

It  is  better  to  hire,  or  to  buy  a  second-hand  instrument,  until  the  student  has  had  time,  under  proper 
tuition,  to  find  out  where  his  forte  is  likely  to  lie. 


CHAPTER  XVIII. 

SCALES  AND  EXERCISES. 

These  should  be  played  first  with  a  distinct  tonguing  as  well  as  lipping  to  every  note — viz.,  staccato  or 
incisively,  then  legato  or  well  tied  together,  except  where  the  "tick"  over  a  note  directs  that  breath  shall  be 
taken. 

In  the  staccato  exercises  the  tongue  should  be  made  as  to  form  the  sounds  "  tu-ku-tu-ku,"  which  will 
greatly  facilitate  the  subsequent  practice  of  double-tonguing  and  triple-tonguing. 

There  is  no  reason  whatever  why  any  one  key  should  be  more  difficult  to  play  or  to  read  than  another. 
If  the  student  will  go  through  the  scales  and  exercises,  set  for  the  various  keys,  he  will  find  his  perseverance 
rewarded  by  a  facility  in  playing  and  reading  which  will  render  him  able  to  master  any  subsequent 
difficulties,  such  as  double-tonguing,  &c.,  with  comparatively  little  extra  labour. 

These  exercises,  however,  should  not  be  undertaken  until  the  student  has  perfected  himself  in  quality  of 
tone,  the  most  essential  basis  of  all  agreeable  playing. 

A  person  may  have  wonderful  execution  and  yet  fail  to  please,  because  the  most  important  features  of 
music — purity  of  tone  and  expression — are  wanting. 

Purity  of  tone  can  only  be  obtained  by  slowly  practising  each  note,  until  trueness  of  intonation  is 
attained. 

Execution  is  obtained  by  diligently  practising  exercises  and  scales. 

Expression  is  the  result  of  innate  musical  feeling,  developed  under  intelligent  cultivation. 


CHAPTER  XIX. 

DOUBLE  AND  TRIPLE-TONGUING. 

In  very  rapid  passages,  especially  in  those  where  the  notes  are  not  consecutive  but  involve  changes  of 
lip,  the  absolute  necessity  of  a  freedom  and  flexibility  of  tongue  becomes  apparent.  This  can  only  be 
obtained  by  practising  certain  syllables,  at  first  without  the  instrument  or  mouth-piece,  then  with  the 
mouth-piece,  and  finally,  with  the  instrument.     For  double-tonguing  the  tongue  must  be  habituated  to 


31 

pronounce  the  sound  "  tu-tu-ku-tu  "  very  clearly  and  distinctly.  These  sounds  should  be  taken  at  first  very 
slowly,  and  the  rapidity  be  gradually  increased  until  they  can  be  repeated  without  the  slightest  hesitation 
or  stammering.     Double-tonguing  is  used  in  such  passages  as — 


tu,     tu-ku  tu,      tu-ku      tu,      tu-ku    tu,    tu-ku      tu,      tu-ku  tu,      tu-ku     tu,       tu-ku  tu,    tu-ku      tu. 

In  TRIPLE-TONGUING  the  sounds  pronounced  are  "  tu,  tu-tu-ku-tu,"  or  where  the  longer  sound  (tu)  is  not 
required — "tu-tu-ku-tu,  tu-tu-ku-tu,"  &c.  Difficult  as  double  and  triple-tonguing  appears  to  the  ear,  very 
little  practice  is  really  required  to  master  them.  It  stands  to  reason  that  those  who  do  not  practise  it 
regularly,  will — when  they  first  re-attempt  it — be  "woolly"  in  tone — i.e.,  wanting  in  clearness  of  tone  and 
intonation;  while  those  who  keep  up  their  practice  will  attain  a  degree  of  brilliancy  which  is  surprising  to 
the  uninitiated. 

In  the  practising  of  scales  and  exercises  involving  rapid  passages,  double  and  triple-tonguing  are  some- 
times indispensable,  and  in  even  but  rapid  passages,  requiring  a  distinct  production  of  each  note,  the  use  of 
the  sounds  "tu-ku  "  becomes  indispensable,  thus — 


-^'^^j^^F^^^^l^kg 


tu,   tu-ku  tu,  &c. 
The  above  passage  will  be  much  more  brilliant  played  with  the  "tu-ku"  than  without  it;  whereas,  if  the 


passage  were  legato :  fe: 


^r-^- 


^ 


"^"^^ 


the  sounds  "tu-ku"  should  be  avoided. 


&c. 


We  repeat  there  is  no  real  difficulty  in  triple-tonguing.  All  that  is  required  is  methodical  and  gradual 
practice  in  the  first  instance,  in  order  to  obtain  flexibility  of  the  tongue,  and,  afterwards,  that  that  flexibility 
should  be  maintained  by  continuing  the  practice. 

In  military  music  double-tonguing  is  indispensable. 

Triple-tonguing  is  rarely  required,  except  in  showy  solos,  variations,  &c. 

Specimens  of  both  methods  are  shown  in  the  exercises,  and  in  some  of  the  solos,  &c. 

EXERCISES    IN    C. 

Each  to  be  taken  slowly  at  first  and  gradually  increased,  and  to  be  played  first  staccato  and  after- 
wards legato — 


i 


s 


*  ^* 


^^^i^^ 


:p^ 


^^ 


^ 


j-ij'''iJjJr<'rf^r^ 


rrrrfdlT:!:^ 


tu-ku  tu-ku.  &c 


N 


f 
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gieTr-rf-f  r-r^ 


_LJlJ    ^"^^     esssd      ^^       •— —  i.<_i«-« 


■t— l-H — r 


'^  *-  --^  , 


V^-^^ 


qJLpir-r-F-pg:^ 


\~- 1 — ^- 


r^t^at^t^- 


^m. 


'^i^^. 


-ni    I  I  I  I    -111    1  !  !  !   I    J  l|    I  I  M       J     J  i        ilSg 


>K 


i 


^ 


w=r 


ef=??= 


t-± 


^^^^^^^^^^=nT^\if^^^^^^m 


^^^^^^5^^^^^^^ 


*-Jte 


^*=r 


^czft 


eac 


l:^' 


-^^ 


i=B 


f^s^ 


:r^ 


eg^^^-rn^ 


f^c^ztpcq?: 


Q^[y 


P^^^^?=P^ 


^ 


^%^^^^^^^^^a^^^^^g^ 


f^gg^^^^^[^^^^^^ 


-p — -— 


Note. — The  ticks  (  j  )  represent  the  places  where  breath  should  be  taken. 
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S 


Accent  first  note  of  each  beat,  first  staccato  and  then  legato,  tonguing  the  first  note  of  each  beat — 


tu-ku-tu,  tu-ku-tu,  &c 


rrrrrr 


i^^ii^^^^fe 


^^^P 


EXERCISES  IN  G. 
To  be  taken  slowly  at  first  and  gradually  quicker,  each  note  tongued- 


-I 1 


BEj^:^ 


l!S=p: 


1 


^^ 


First  staccato  and  then  legato — 


fcqv 


L ^_ 


s 


-* :il- 


ri  f^. 


t   ^-^---^^ 


^ 


1=r 


^^E 


-*-        ^        -it 


^^^m 


^ 


^^A___^-— ^ f- 


g=E5 


-^ 


-^ *- 


=^=3 


^-1 — w 


F'irst  staccato  and  then  /ee«/o 


^ 


epc 


^^^s^ 
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-^^^1^ 


^m^^^^^^^^^m 


m 


Staccato,  accent  first  note  of  each  beat — 


^^^^^m 


■*■•■' 


^ 


d^ — *: 


^E^ 


S^'^.^rts^^ 'l\x  'I j^^:^^ 


-p_-_ 


EXERCISES  IN  F. 


J-*-* 1 j Im*^ 


p-r-\ 


#^ 


:Ui=^ 


S 


ei^i 


::)^t 


cr-Ae^-jg 


=1=^ 


itz^gn^rx 


^^^ 


^^ 


S 


3^=?=*: 


I 


First  staccato  then  legato 


^^^^^^^^ 


?!^: 


-^^^ 


^:^^ 


i 


^^=i=i=F 


t/ 


^ 


^ 


>ir^ry 


J  J^  ^gi£L-gs^ 


«y 


Note. — The  player  should  also  practise  the  taking  of  breath  less  frequently,  but  always  on  an  un- 
accented note,  where  not  inconsistent  with  the  phrase. 


35 


First  staccato  then  legato — 


EXERCISES  IN  D. 


^^g^^^^^F^Jljj;ri^il^^ 


-p — -- 


te 


iq«=?^ 


^ 


JEf: 


^ 


?ce: 


I  r^'Tl  ^  ^  ^  r  I  rTTJ .» ^ 


^ 


^^ 


i 


3t=C 


s 


r-^ 


^i 


^=^ 


:*=it 


^M  ^  J  J  JTjd^^SjiJ^:^ 


^^^ 


^^ 


^i=r 


#^.-]^-_J.J_^.*  ^:* 


rTTj^ 


^;?:*" 


^^ 


pzj^j^^ 


§Sfer-r£:f^t^[^g^ 


^    F 


M    ^    ^ m—0 — 


:a=* 


^^^^^ 


^  d  *  '  — — 


^(g~r~^ 


^ 


i 


5S 


ffi 


c 


g_LJ_^'_^L_,pgL^ 


J   I  » 


g ^_g_ 


-w-r- 


=i^=iF 


P 


d: 


? 


• 


±jit: 


S 


i 


^ 


i 


^ 


^ 


^  -  J  »i 


1^=?^ 


g 
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EXERCISES  IN  Bb 


^^^ 


^L^-L^U^ 


^^33^fe3S5 


^^ 


-^ — r  - 


^ 


17 


^^ 


T^-^ 


fTrfTf^fTf^^^ 


rjrrp 


Sp^ESE^ 


.«-    -^ 


fe^s^^^^#^^^.:,r;  I  Ctirl^ 


g^*-^g=p: 


.1  r  '^1 


?=T^=rg 


g^^^^ 


« ' 


1^^^^^ 


*-^^''*VJ:4.4j:^V^ 


^ 


-r-^^ — : 


EXERCISES  IN  A. 


-9-s-*— 


pp:^35^i^ 


:^-g-f  .'r>' 


u  r  r  f 


^ 


«3 


^333 


a^^^^ 


0  r  f  V  f-  \       rj     ^    L  F-r-=g= 


s 


5 — 1= 


i^n^r^^: 


^=^ 


^-^ 


&= 


<y 


::i:^ 


£^^e=^ 


O  /' J 


j^— ^^ 


^i?r-i* 


*^  ^- 


-^•-ft- 


^«3E^ 


1. 


1^1    I 


f-i — p 


^S^ 


^=^=^ ^ J: 


TT^-^ 


*it 


-•— * — •- 


l:j;*-4 


S==zi 


i 


-^-g- 


I    I 


ltd: 


^EfeE3 


:at±=*; 


/?\ 


32 


i 


si 


^EEa^^^ 


^^^^^=^^^^ 


:5=*t- 


J'    J 


3^ 


23^t 


i^-     #* 


0JL  ^     0    '      -ZIP-J^ 


^    ^ 


S 


-^-P- 


V^ 


^J±=: 


g 


:r- 


-0-'       -0-' 

-         g_[       (i 

a      !    J 


f  r  •  L.= 


s^ 


S^P^^^^^^i^^ 
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EXERCISES  IN  Eb. 


B=i=3i^^ 


i 


-& 


:P 


W 


-J-  4  -4- 


I      .      I 


^rr^ 


"Til  J  J-^ 


35J 


3«==it 


^^^ 


^ 


Fa 


:|*=?c 


^ 


-^  5 


^^^E 


^ 


#-^ 


:f^=p: 


£^-.?: 


:j*=* 


^^^^^^ 


<*      I*' 


±si: 


f=^^=^ 


^^^^ 


?^=^^ 


^ 


^ 


3^ 


:psir 


3tit 


^=35 


^^ 


W^.-^--J^r-^rir^ 


i±t: 


jl-^-jh 


i 


1^ 


J         >* 


SEES 


T-t— f 


^      « 


[■^gJ 


ii 


^ 


:^^ 


1:^=; 


.*_f f-^ 


^^r 


p 


s& 


^ 


^    (* 


^-3-^ 


EXERCISES   IN  E. 


ri 


gg^Ej55^^g 


-^-e: 


-t !=iJ 1- 


1?=^ 


^'-^^-^^gj 


t-S- 


^^ 


s^ 


:^r^ 


I*     f* 


q?4: 


^i^i^^ 


-4^ #- 


:e:» 


iTs 


i 


t/ 


H P-H 1 '        I         I 


'         i     ^- 


:rf 


■ff 


i 


H — — ^■ 


r-y-r- 


i 


^-Tt 


.il:       -^ 


-I 1 4- 


*=^ 


:l^g 


tf^^ 


H 1- 


:^:*: 


^;^ 


-r:j^ 


i — r 


S  •'  m 


l^r  m0 


I*  ^l#  f 


ggj:£[fe^ 


^-^prr  l-rf: 


-I 1  !  I 


^f^ 


3if: 


r  ^r 

J     I    I 


lAlj^Jl^U^^^ 


tJ 


i^ 


ii 


■^'^-^-^■^■'^^^■J:^J:^J^iS:d4:i.i^.iJ:: 


-III 
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m 


^mJ^ri^O' 


#  J  ^ 


J  d  r  r 


rmrr^'J^^ 


g^i^^ 


w=^ 


^^:A:^'.La:i4^^ 


/e-J^ 


:^)^ 


=^^ 


<y 


i >- 


i-i; 


#1^ 


^^^ 


3 


^^P 


rr  r  ^  /7Tt 


LL-U*  ^  ^  ^  i 


^ 


ai-^ 


^^ 


i^3^^^^^^ 


^ 


:P-S= 


*=sr 


« 


^^ 


EXERCISES  IN  Ab. 


i 


s 


^s 


:^ 


A 1- 


^ 


1— t    I 


^ 


*    ^ 


1  ? 


^3^ 


■^ 


— ^ — ^ — i- 


^ 


^   J  "  ^  V 
^  ^     ^  ^  * 


♦-^ 


P  m    ^ 


r  !   r  r 

_i 1 ! ; 


rfrr 


rffrfi^g 


^ 


-i — ^- 


J         !■      I 


i#=F#f=^ 


^f=^ 


r  r  f  0  r 


"^^i 


^^=^- 


^-^- 


atzst 


t^ 


It 


— I — I — I — I-    . 


^JJ^  JJJ>"h,^j_;jjJ_^p 


-1^-* 


-^ — p 


^ 


-^^ 


^: 


::^ 


-I h 


^— * 


^ 


:^ 


^=3t 


-^ P 


:^--« 


:^ 


1^^?^ 


5 


-^= — h 


3E 


:»=f: 


^ 


:iil=^ 


^zzft 


tz=*: 


«v 


^ 


^^ 


r^-f: 


=?s=l^ 


-^  -^  -^ 


^^^ 


3i£*^e 


£^f^ 


i 
i 


±^ 


? 


^ 


m 


tj 


23ES 


^       ^- 


:(?=^=it 


^ 


g^^jj:^'.-^.i 


■tjt- 


1  r     1- 
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EXERCISES  IN  B. 


«y 


I^M^jjy7f^f^=U^^^^^^^^^ 


^ 


^fe 


i=^ 


^ 


^ 


nJT^^ 


=1: 


i: 


S 


H h 


•r^r-* 


5jbi«l* 


3^ 


^fegg^^;j^^?fr3^g^^}^J7r  J  ij '  /  J  ^r^^r^^ 


^g^i^T^g^^ 


i^ 


w=^ 


^£ 


*,:?H* 


EE^ 


^^ 


:p=e 


-^^ 


-^- J 


M 


'S^ 


a^-e 


^ 


^r"^Tni=f^p^ 


u  '^'^ 


^3=;^=^ 


g 


^ 


3CS: 


^^ig 


-»>-^ 


i 


:fc5 


«;=i^ 


:^ 


*:^ 


^ 


mt 


jE=5t 


»tit 


^^ 


^ 


5g 


^i^ 


-P— -- 


iSis 


-t-* 0  r  ! — 


^^^ 


M 


EXERCISES  IN  Db. 


^^ 


^-^^^^¥^^=^&=ffl 


:r 


:it:^ 


ipz:^ 


-emmi 


'r^ 


P' r- 
^^- 


S 


? 


^ 


«/ 


fcfe=st 


j_r.j'^^^7rj  c/^'J^jij 


^ 


q^^z_p: 


pa^^ 


£3: 


3^ 


^ 


I 


i* 


Sl^^ 


^="^ 


^ 


Pg^ 


-^^- 


^3^ 
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fi^ 


EXERCISES  IN  Ftf. 


^^ 


-1 1— 


^-f-#: 


3!?=P 


ife^g74t. 


^I=P^^^^^ 


:F=^ 


fi=ie 


:p-T-r- 


m 


^^ 


ii^i^^^^ 


riiA 


^:>c 


f^ 


^^^=^^P 


^ 


^^ 


:?=7 


^ 


^F — •^ 


1*1^; 


5^^ 


^B^^J-^^^^ij^jr^-^^S 


12^^ 


EXERCISES  IN  Gb. 


i^ 


t-' 


1^^^ 


?^ 


■^'-'      -^-PT^"^ 


^^0^ 


^ 


gf^-f-n^.^y-rf  r-i» 


J    W.^' 


'SS^ 


i 


te 


ase 


fe^^ 


r  f  f  ^ 


r  ^  J  J 


-f  f  ^=i~T~vrr     f 


i  ! 


-J«*4- 


jBzr 


^=^^ 


!i:^ 


^^^ 


^3 


^^: 


1!^ 


:1^ 


^"^^^^ri 


S;!i--?x 


tt 


;ss.^ 


#^-:3-=^3=^: 


J  J  «^^-iii=^ 


^^S 


:^=P=e 


H*-^ 


^e 


i 


£=l^^£-£^i^^^^Fte:te£r:glE:]^^f^^^^gS^J^ 
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EXERCISES  IN  CJf. 


^ 

E 


^^ 


yr^" 


t'' 


^ 


^ 


0  I 


3^=* 


?^=e 


f-    :g-  ?  -f--^  ^ 


'^  Lr  g- 


*-*- 


^ 


^ 


^-:J:AJ-.-J-^- 


^ 


s 


■ipf-* 


^    r 


-*-T^ 


-p — -- 


m 


m 


^ 


■-i^- 


:e 


£ 


r^f-crt'^r^i^fegE^ 


'        -— J IE- 


^-*^ 


J-g^^ 


^^ 


:§i^i=fc'=* 


^rifti^E 


^ 


g^^^^TTJ^^ 


^ 


SE=^ 


s  •  ^s 


^^^. 


^ 


^^^ 


^  r  ^ 


^iJ: 


^^^^^S 


^ 


^i 


%£ 


-^ ^ 


2      5 


EXERCISES  IN  Cb. 


a 


^    J- 


^5^ 


fc^nzz 


?^:i-iJ-J'-^ 


^^ 


-*-l»- 


-P — 


feS 


te 


^ 


£ 


q«=fb 


?=^ 


^ 


-P P- 


^g^ j^:_^_^^rjTr^^^;£Q^tr^;  i  li-^^^ 


j^ 


•  ^f>. 


^^£^E^g 


:,^  -^  I  infi 


^^^^^'  '"^t:  I  JT^^^^^^^n:  I  j  j^ 


^    1  r— 
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CHROMATIC  EXERCISE. 

Accent  the  first  note  of  each  bar.     Play  staccato  and  afterwards  legato — 


$i^^^^ 


^^^^^p 


-Jji^-^- 


fe^S^fe^^ 


ijaam 


FftfTSf 


1^^^^^ 


IJagg^rrf^^^^^^^feo^^^^^^-^^iJ^  i'^S^S^^E^ 


^ 


^^^M^^^^^^'""'l  ''''^^^^^^^ 


^ 


Bb  CORNET.     PIANOFORTE  IN  Bb. 


Mnderato. 


dS=F=^ 


"Treue  Liebe."     Volkslied. 


r     >*  r 


^E 


m         f 


^^ 


^  '"'  ^  I  CJ 


-E 


^3E 


-±- 


cojj  molto  cspress. 


i 


^    r 


^   J 


f      r 


e 


€/ 


&: 


Andante  larghetto. 
.6- 


Bb  CORNET.     PIANOFORTE  IN  Eb. 


% 


"  Waft  her,  Angels."    Handel. 

5 


JE 1 « ^mP 


I*    ♦       I* 


=1i 


^-       ^ 


P 


y^ 


^/ 


.i^i^^^L^;^ 


r=F=^: 


:p=a^ 


itat 


j5= 


»  ^ 


^  ^  ^  ^ 


■^s^ 
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"  But  Thou  didst  not  leave."     Handel. 
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"  Aberdovey  Schottische."     Harry  Brett. 
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5  '•  Bashfulness."     Swabian  Volkslied. 
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"A  hunting  we  will  go."     Old  English. 
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"  Cradle  Song."     C.  M.  von  Weber. 
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A  llegretto 


"The  Trout."     F.  Schubert. 
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"  Mei  Schatzerl."     C.  M.  von  Weber. 
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"  Les  Convives"  Polka.     Harry  Brett. 
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G  CORNET.     PIANOFORTE  IN  A  MINOR. 

*'  Lovely  Minka."     Russian  Volkslied. 
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"Wanderer's  Night  Song."    F.  Schubert. 
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Bb  CORNET.     PIANOFORTE  IN  Eb. 

"  Mai-Gesang"  (May  Song).     L.  van  Beethoven 
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In  issuing  this  series  of  Music  Primers  the  Editor  sees  with  pleasure  the  realisation  of  a  desire  he 
has  long  felt,  to  place  in  the  hands  of  teachers  and  students  of  music  a  set  of  educational  works  of 
a  high  standard  at  a  price  so  low  as  to  render  them  attainable  b-y  all. 

The  growing  interest  in  music  gener.Jly,  and  raf>'d  spread  of  its  study,  so  very  evident  in  this 
country,  render  it  of  the  utmost  importance  that  the  stiident's  fir  it  steps  in  every  branch  should  be 
directed  with  skill  and  based  on  sound  principles.  The  Editor  has  kept  this  object  steadily  in 
view,  and  he  believes  that  each  one  of  these  Primers  will  prove  to  be  as  carefully  constructed  in 
detail  as  it  is  comprehensive  in  design. 

Such  a  result  would  have  been  impossible  but  for  the  hearty  support  and  sympathy  of  those 
authors,  men  of  known  ability  in  their  special  branches  of  art,  who  have  embodied  the  results  of 
their  long  and  valuable  experience  in  their  respective  contributions. 

While  gratefully  acknowledging  the  kindness  of  these  gentlemen,  the  Editor  cannot  but  express 
a  hope  that  the  Primers  may  prove  as  useful  to  the  public,  and  as  beneficial  to  art,  as  both 
authors  and  publishers  have  endeavoured  to  make  them. 
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